1949 - 50 


The Format: I’m not at all 
certain I know what it 
involves but I think it must 
change in the course of 
painting. 


The commercial artist is not 
really concerned with the realms 
of feeling because he is content 
to use forms already felt... 
second hand goods. It means of 
course that he can be more 
palatable and more prolific. 


(M) The more intense the feeling 
the more only relations will 
express it. 


(M) Once Picasso realized what he 
was after (recognized it) the 
sense of adventure was lost and he 
felt he must move on, 


[page 2] 


It was De Kooning who said when 
asked how he knew a painting of 
his was finished ‘when I begin I 
walk around in the depth of the 
picture and when in the course of 
painting it I come to the point 
where I can no longer penetrate 
the surface plane then I am 
finished.’ Mark of the masculine 
painter is the precise limits of 
his space. Tanguy’s is the 


romantic, the childlike notion 
wherein anything can happen in the 
ambiguous world of eternal space. 
A postage stamp pasted on the 
surface of one of his paintings 
would have a devastating effect. 


The secret of line drawing is in 
the division of space not the 
contour. Drawing from nature 
doesn’t make sense. The true line 
is a division not a development. 
The problem of shape immediately 
brings up its corollary which is 
negative shape or cutout. 


The reason Monet painted his 
series of haystacks at different 
times of the day was that he felt 
a painting must not merely 
represent a Single impress- 


[page 3] 


ion but a condensation in painting 
of a series of impressions into 
some sort of permanency. With the 
exception of Matisse most of the 
Fauve pictures were that ‘first 
impression.’ 


Must accept what the canvas gives. 
It is never what one expects. To 
paint what one expects is 
character of the academic mind 
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Technical considerations: 

To keep flat one must get rid of light. It 
involves problem of edges. (i.e. soft fuzzy edges will 
give feeling of atmosphere and roundness). 

In great old masters space ts definite, never 
ambiguous. (see Poussin with his positive definition 
of ‘foreground, middle, back) Therefore since space, 
in this case, is merely a foil and (not “the subject” 
as if with intrinsic reality of medium but ‘flirt with 
the infinite) it becomes part of plastic 
consideration. 

FORM = series of relationships. In 
mathematics there is precise distinction between 
subject matter and form. In painting, not so, 
subject matter must be problem of hue relations, 
shapes, colors and their involvement. We trust 
process of ‘painting because it is [tke reality. 

[back] 
Cezanne’s revelation (in a letter to friend): 

Light is a thing that cannot be reproduced 
in kind. Color becomes the substitute. (An identity 
of structure is achieved rather than of 
representation. The point of collage might be said 
to bea representation of the thing itself ‘for the 
thing itself. 
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A painter's style is the consequence of a 
collaboration between the painter and his medium 
(i.e. painting teaches one how to paint.) 
PLASTIC - grows out of the nature of ‘pigments 
and flat surfaces, hence, there can be no conflict 
between flatness and plasticity. 


FEF ling - The way the world feels in the concrete, 
te. “horseness of horse (J. Joyce) The world of 
feeling is a relation between the perceiver and the 


perceived. Hence the world of feeling for the 
painter is his relation with plastic elements. 


EMOTion - arises in perceiving organism (drive 
to create, [uintel.] etc.) But subject matter which 


is about emotion is off. 
[back] 


NOThing goes faster into Decadence than mere 
sensibility. 


Wedgewood teacups analogy in reference to the 


unconcreteness of Mod. American painting 


Definition of structure involves the relationship 
among elements of ‘painting and relationship 


outside. 


The concept of PURITY involves Few 
relationships to external world. 


For M. cultural + External relationships are 
important. 


Commitment in painting has to do with the degree 
to which the person involved must ‘follow destiny of 
painting. 
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Beware indulgence in painting. 

See Kirkegaard for examples of ‘perfect work of art. 
Don giovanni 

Modern art seems to represent an expression of 
what many reject of the concrete - a longing for 


the beautiful. 


Farly Ren. art. beautiful 
later Ren. art - sublime 


See Nounerist [sp?] art as an example of the 
taking over of a style without a real subject. 
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The necessity of feeling of the foil 1s one of the 
recoveries of gothic painting. Also the fact that 
drawing involves the question of space asa surface 


(i.e. Klee’s place) 


It is essential to have an intricate knowledge of the 
world’s cultures but the acceptance of classical 
solutions disastrous. ‘No previous styles can be 
adequate and hence painting is always ints 


beginnings. 


Piro - cubist 


Rembrandt -a collage of scraps of torn paper. 


2 moments in American Painting 
1905-40 

how to make abstract picture. 
1940-1950 

inevitability of making abstract pictures. 
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De Kooning: a J paint a chain 1 get rid of association 
of chain. 


Moral obligation for a painting to become what it is to 
be. 


Pure painting: involving the subject with the object. 
1. ‘No image 
2. All content is secured by purely painterly means. 
dn modern sense Manet is first pure painter. He didn’t 
care what he painted: not interested in the external 
world per se. 
The problem of perfect solution thru hue-relations is a 
constant battle: fimited palate one way out. Cezanne’s 
problem of Voni Cland [sp?] portratt he said if there is 
one false stroke all is lost. 

Miro and others avoid the problem by starting 


with paintedness not awareness 
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Since Renaissance painter got cue from sculpture. 
Today painting 1s on its own. 
Painting a part of the body. 


: Painting in time: a painting which must be read. 
‘No good - 

Most ‘painting is about something not a thing 
itself. See Mondrian. ‘It is more incomprehensible how 
it came to be than say a de Kooning which can be 
thought of (on the one hand) as a way of ‘painting -. 


*But think of a great deal of medieval painting and 
sculpture (of which the same plastic considerations 


apply) Which, however, had to be read in time. See 
Newling [sp?] -and contemporaries much of whose 
works consists of a book to be read a lesson to be learned 
- a story told in innumerable vignettes 

[back] 
of space. Partly accounted for by the med. concept of 
what a picture ts. The idea made word. Lessons had to 


be learned visually as books were scarce and property of 
the few priviledged. 
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Why the unhappiness and remoteness in the artist 
today? Having cut himself off he is bound to want 
satisfaction* (that can really obtain only in human 
relationships) from his work of the same order.* 
Consequently follows his solipsism [sic]; his conviction 
that everything is to come from his work. (He can only 
be himself in front of the canvas) and the sense that he 
must be the greatest (or fail abysmally). 

It ts eternally a question of love. We must love 
and be loved or we are forever akward [sic] and false. 


It is our natural habitat. 


‘How very like a lover who cannot believe that he is loved 
in return ts artists’ relationship to the world. How on 
the one hand he pretends he doesn’t love (how sorely 
abused he feels) but can’t 


[back] 
resist lifting his eyes for reassurance. ‘How he woos the 
world by games of cat + mouse. ‘How he longs for scraps 
and trembles when they come. And how bitterness then 
boxes them away in secret compartments of his soul 
until they moulder away. ‘He make a big point of 
rejecting and rejecting - hoping it need not be and in the 
end he will have the big surprise - that he counted after 
all. 
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Some remarks by ™M. on art + the scholar 


The incompatibility of the artist and the scholar 
originates in the concept of the gentleman. The 
university ts based on this concept. 

The gentleman profers not himself but a substitute in 
attractive form. The artist on the other hand makes a 
direct contact. The combination artist + scholar = zero. 
The scholar can work only with what is unalterable or 
alterable in rigid historical context. How can he be 
expected to reckon with the elastic reality of the artist? 
(Wherever art is reality is in William James sense where 


reality ts always changing.) 


American prison [passion?] is to be free, (proud and 
alien) Hence no body cares. ‘No sense of responsible 


society 
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Painting Project 





Circus 

clowns 

lions, tiger 

horses and riders 

ringmaster 

dwarfs 

tall man 

bearded lady. 

aertalists 

acrobats 

elephants 
*Starter - flowers + grass, leaves trees. 
names of colors 


how to keep clean 


need. 
paper, pencils, paper napkins, SCISSOYS. 


scraps interesting matertals.. 


Music 


measure. beats 


for Roger - [unintel.] 
Bobby Shafto 


Billy Boy 
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Can we fairly judge the work of an artist by the degree 
to which he is committed? Af: it were possibly Barney 
Newman would be a greater painter than Gorky (the 
courtesan), consecrated as he is toa singleness of images, 
the simplicity of which can hardly be suspected? 

Ina Kierkegaardian sense then tt has no longer 
to do with Renaissance problem of the most beautiful but 
a much more ambiguous area of experience. - how much 
sheer belief? is involved. But that again avoids the 
problem of evaluating the work of art per se. 
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We must never draw the fine! Cannot g0 into anything 


with the back door open. 


Painters today evidence a lack of intelligence - lack of 
system. Build up a repertory of ‘forms. Any form - 
attractive or unattractive - repeated - rearranged, etc, 
etc. until it becomes useful and prospect the mine until it 
runs dry (Mondrian’s seemed so right for him it never 


ran dry). 


[page 15] 


guly 25 1951 


Philip said that he wants his paintings to be like the 
drawings of Masters (their ‘painting involve all kinds of 
other considerations chief of which might be the patron) 
in the sense that they were made for the private eye and 
are hence utterly unselfconscious. It is toward that state 
of simple directness which we aspire. How confining to 
teach painting from where we stand. 


Aug. Philip and the secret muse. 
(The Lorenzetti - Watseau [sp?] the Ranema’s) 
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Matisse - Dec 1951 


The sense of tradition is so sure in Matisse. He is with 
the greatest. But like truly original minds it is only mn 
the “air” one feels his debts, never outright. 


The human quality is the especially exciting aspect. 
That little something ambiguous (not necessarily fact he 


never left thingness) SO like aspects of reality. 


Also, unlike his allies, he alway remain in the 
ineffable area of ‘pure plasticity. He often makes ‘Picasso 
seem a realist. 

The greatest period seems to lie during 1st war. 
Great still lifes especially Moroccans - There has been no 


advance since this. 
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an 1952 


So much is at stake in Philip’s paintings. Of all 
picture making this most moves me - Irreductbleness, 
commitment, surface that has nothing to do with what 
might possibly imagine as the end. The helplessness, the 
give-away- of the spirit and the emotional content. af tt 
were possible to translate the water color notations of 


Cezanne into oil - here it is (+ more). Air - 


Jam afraid. Afraid to slough off all elements of facility, 


range. Jam afraid what remains is very simple stuff. 


But J will try. 
[back] 


March 22. 

What 1 like about the masters: the solution of the edge. 
(Nothing like it in contemporary art): the beautiful 
solution of the defined and this is definite) 


The shapes because they contour real things are as 
variable as poassible and there is never stiffness. 


and incalculableness. 


faces are beginning to peer out from my cages. And 1 


feel terribly quilty emptying those cages: what to do? 
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guly 1952 

One of the differences between contemporary 
expression and, say, the solution of the Renaissance is 
the point of view about the scale of the stroke. Where 
Rembrandt would use 100, we use 2. And where 
Rembrandt would throw up the window and present a 
woman in her particularity, we would close it tight and 
peer through a crack at a square inch of ‘flesh or ‘fabric 


and render it in its generality. 


[back] 
July. 
We are specialists of ITINERARY, of visas, 
passports, time tables, but the country to which we go we 
know nothing. qe might be NO-MAN’S-LAND. 


July 21 
Tve been in an arid territory for ages, weeks on to 


months now. Every thing J do seems to belong to 


Someone else. J don’t know myself any more (and wish 


It weren't necessary to do so any more.) 
q often wonder since J have so consuming a need 
to know how to evaluate a picture whether J am really of 


the “right” caliber after all? 
Or maybe because 1 am bewildered by 
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the ‘so much’ which is in the way of what 7 truly believe. 


Aug 1953 


the things that most move me are ruins! 
[back] 


Rothko 

M 

Barney 
[unintel.] 

[pencil sketching] 
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Kwioslin [?] - history of conferences 


‘Boas 
? of subject of aesthetics - 
1. what do aestheticians do? 
2. Js there an animal the artist 
or artists? 
eminent aesthetician 


ds it possible you believe in [unintel.] things you write? 


no such thing as imitation 


traps of personality etc. 


[unintel] is crude 


It generalizes. 


eternal + unified - eulogistic 
meaning 1s history of ‘philosophy. 


fine 
one’s [unintel.] diversity - God. 


we don’t know about [unintel.] in abstract. 
all made by human beings 


art: eulogistic 


descriptive (non-aesthetic) 


[back] 


(shallow [unintel.]) 


[unintel.] Ruskin 

[unintel.] 

are at best when art has [unintel.]. 
easy - accepted. 


artifacts of animals. changeless 


human artifacts ever change - ete. 

no art was ever aimless in its value. 

Consequences of ‘purpose of artist - duty of aestheticians. 
no fire has been homogenous aetishistorically. 


Selective principle in seeing - (education etc) 


te. (colored shadows) 
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transformation of object 


beginning with Courbet. 

recording of visual fact sufficed to make a picture 
temperament as a visual influence. 

see with whole mind. 

artist provide material 


aesthetician 


aesth: no laws! 


Sir Kenneth Clark - 


Piero - 


clarity function of (umination 
‘i - of cumicolor 

superimposed 

Algni [?] concepts. 

1. aesthetician consider art as objects of study 

2. artist study aestheticians. 


not how to paint but consciousness 
[back] 


anthropological [unintel.]. 





3. aesthetician discovers (not makes) values. Cannot 
claim universal character ts value. 

4. social [unintel.] contributes explanations but 

ie Subject of aesthetics is in its infancy. 


questions 

scientific only objective 
no proving - blaming 
give up - good farce etc. 


enormous sympathy with things for being made. 
[sketching] 


why do h. artifacts different from [unintel.] artfacts etc. 
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and the change. 


ethic element? 


comes out of 4 


What program Of aethetican 


1, veto praise + blame 
Were all a lot of sybarites, 


just [unintel.] ourselves. 


we don’t know practical value of anything. 


historicity 
[sketch] of 
man’s 
thinking. 
question 


whose values enter into aestheticians work. 
[back] 


1. Mona Lisa 
1. expensive 
2. realism (Vasari) 
3. Pater- Gautier 
symbol of empathetic woman 


(mysteriousness) 


a.) enigma - 


we hate the word good. taste 


accused of esoteric hedonism - 


“ust plain hedonism” 


[sketches] 
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[sketches] 
[back] 


Discussion 1st Panel 


Boas - infunintel.Jbility 100 yrs ago our selves, 


vocabulary, metaphor, i.e. vital, creative, etc. (terms not 


of praise) 


Alford 


to truth antipathy to order 
what Goys [?] mean says smooth by order. 
the eternal. 
some relation to a class 

Smooth J know where J stand - my history etc 
1 hate people who you words. 


words have set limits on minds of men. words Suppress 


the minds of man recent myth relates to art 
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[sketch] 


that same [save?] words about. It is related to imagery 
of art. not historian - etc. Art is in imagery of man 
alway. Aestheticians have to adapt their vision constant 


but arists image 1s constant. 


[back] 
[sketch] 
Motherwell painting can say thing words can i.e. my 
name is Bob Motherwell. 
Moni ™. art be no where without words - words set 
the stage. 
(Poet sitting intense comma) 
Fitzgibbon 

Things we understand we do not talk about 
thing we don’t understand we do. 


Artist deals in a vulgarity 
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Italian words 
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[sketches, lists] 


